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CHAPTER I
THE PROBLEM AND DEFINITIONS OF TERMS USED
The high school choral director is concerned with the
development of individual voices as well as the total choral
sound.

In order to achieve a more mature and beautiful choral

tone, the director must know what is basic in the production
of sound.
I•

THE PROBLEM

Statement o f ~ Problem.

It is the purpose of this

study (1) to explain the various factors which comprise the
act of singing; and (2) to present various concepts concerning the teaching of singing to choral groups.
Importance o f ~ Study.

To develop a choral tone

quality which is a mature sound, a director needs to be concerned with teaching the various physiological factors and
mental concepts used in the act of singing.

To teach voice

effectively, the director should have an approach which is
meaningful to his students.

Fundamental in his approach is

his own basic training and concepts concerning singing.
Method of the Study.
chapters:

This study is divided into six

(1) General Problems of High School Singers; (2)
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Breathing, the Basis of Singing; (3) Tone Production; (4)
Choral Tone Quality; (5) Diction; and (6) Summary and Conclusions.
Limitations o f ~ Study.

The limitations of this

study are the following:
1.

Although musicianship is a vital part of a total

performance, it will not be discussed in this paper in relation to the teaching of voice.
2.

Numerous references by leading authorities in

the field of choral music have been used in the development
of this study.

However, it is not the purpose of this re-

search to compare existing theories of singing.
3.

The boy's changing voice will be mentioned briefly

as one of the problems of high school singers.
4.

This study is based on references from the Central

Washington State College Library, the Seattle Public Library,
the Yakima Valley College Library, the writer's personal
library, and the writer's previous private vocal instruction
and teaching experience.
II.
Breath Support.

DEFINITIONS OF TERMS USED
Breath support is the controlled

abdominal pressure exerted upon the diaphragm, which regulates the flow of the breath stream from the lungs.
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Choral Group.

All high school singing groups known

as choirs, glee clubs, and choruses will be called choral
groups in this study.
Director.

The director is the individual who is re-

sponsible for teaching and conducting high school choral
groups.
Factors.

Factors are defined as actions or concepts

which are a part of an end result or action.
Mental Concepts.

There are certain understandings

and ideas which a singer must have in mind in order to control the physiological factors involved in singing.

These

understandings are known as the mental concepts.
Physiological Factors.

Various physical muscular

movements must occur in the act of singing.

These functions

will be called the physiological factors of singing.
Resonators.

The areas of the body in which the vocal

sound is amplified are known as the resonators.

These areas

are the mouth and throat, nasal passages, and sinus areas.

CHAPTER II
GENERAL PROBLEMS OF HIGH SCHOOL SINGERS
Most of the vocal problems which high school singers
have may be grouped into five areas:

(1) understanding of

physiological factors; (2) immaturity of voices; (3) inexperience of the singers; (4) pitch consciousness; and (5)
mental concepts of singing.

UNDERSTANDING OF PHYSIOLOGICAL FACTORS
The student who wishes to make intelligent and rapid
development in the beauty and flexibility of his voice
needs a knowledge of how that voice emerges. He must
have a framework upon which to build the techniques
which blend his natural body actions into voice
emergence (18:3).
Westerman explains that singing is the result of five
bodily actions which are interrelated to each other.
actions are:

These

(1) posture; (2) respiration; (3) phonation;

(4) resonation; and (5) articulation.

The muscles of each

of these actions assist the others (18:3).

Many students

do not realize that these various muscles are involved in
singing.

The high school singers need to be guided to the

realization that the development of tone quality is determined
by the application of certain physiological factors involved
in the act of singing.

Walter H. Butterfield says:
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• • • there is but slight knowledge of the
fundamentals of the art of singing, such as right
methods of breath-taking and breath control, and understanding of how to articulate vowels and consonants
properly for singing (2:68).
Some high school students have had the physiological
factors of voice explained to them, but they do not always
apply them to choral singing.

The students must be instructed

in the act of singing so that they realize that each one of
these factors must be developed in order to acquire a more
mature vocal sound.

A choral director must be concerned

with developing within the students an understanding of what
physically happens in singing.

He should actually be a

trained vocalist who can sing proficiently, and can communicate the skills of singing to others (2:70).

IMMATURITY OF VOICES
The immaturity of the high school voice is a problem
all high school choral directors encounter.

The boy's chang-

ing voice might be troublesome, however, most high school
boys should be through the difficult part of the voice
change.

Because a boy's voice is unsettled after the change,

he is unsure of his ability to sing, and lacks confidence
in his own sound.

This lack of confidence stems from the

fact that his voice has the feeling of a completely new
instrument (16:75).

To overcome this lack of confidence
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the high school boy must acquire a knowledge of the factors
involved in the act of singing, and he must learn to apply
this knowledge to his production of sound.
Voice range in a boy's voice is quite limited iunnediately after the voice change.

This is due, in many instances,

to the undeveloped strength of the vocal mechanism.

Tenor

quality may be evident in the voice, but physically, the
boy is unable to contain the pitch frequencies.

Also, many

high school boys do not wish to sing tenor because it does
not seem as "manly" as the bass part.

Some boys may even

attempt to disguise the sound of their voices to sound like
basses in an effort to avoid being placed on the tenor part.
High school girls' voices do not undergo the drastic
change that the boys' voices do, however, they are in a
process of gradually changing from the girlish sound to a
more mature quality.
High school.boys and girls have difficulty in controlling the voice while singing and speaking.

This lack

of control causes their voices to be high pitched.

They

speak with a nasal, mouthy sound which is transferred into
singing.

To eliminate this mouthy sound they need to acquire

a concept of producing the sound with more body or resonance,
rather than in the front of the mouth.

One danger in acquir-

ing this concept is that boys may try to produce a sound
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that is too depressed and hollow.

To help students establish

the control of their voices the director must create within
them a desire to acquire a more mature sound in speaking and
singing.

INEXPERIENCE OF THE SINGERS
Most students who enter a high school choral group
are inexperienced in producing sound.

They may have sung

in choral groups in previous years, but it is rarely true
that they have been trained in the fundamentals of good singing (16:75).

To most students, the experience of mastering

vocal fundamentals and applying them to singing seems unnecessary because singing is a natural act.

The choral director

is faced with convincing the students that the success of a
choral group is dependent upon the individual vocal development of its members (16:76).

When the students realize that

each individual affects the total choral sound, the director
is that much closer to achieving success in developing a
choir.
PITCH CONSCIOUSNESS
Singing in tune is the "bone of contention" of high
school singers (16:81).

There is no error in singing that

is as universal and as inexcusable as poor intonation.

The
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basic cause of poor intonation is in pitch consciousness, or
the mental image of the pitch being sung.

Since all directors

desire to have good intonation in their groups, they must
•

influence the pitch consciousness of the singers.
In addition to pitch consciousness, there are other
factors which affect poor intonation.

Van !odegraven lists

the following causes of poor intonation:
1.

2.
3.
4.
5.

Lack of proper breath management, faulty vowel
formation, and inflexible articulation • • • •
Incorrect hearing of the interval to be sung •• • •
Mental and physical inertia • • • •
Faulty hearing • • • •
The music being studied • • • • (16:81-82)

Besides these causes there are several places in the
music where poor intonation may occur.

In an ascending

melody the singer will not always sing the top note in tune,
and in a skip from the medium range of the voice to the top
range, the top note may not be in tune.

Descending melodies

which reverse and ascend up the scale might be troublesome.
Repeated skips in sequence will most always cause poor intonation.

Sustained tones of long duration may tend to "sag"

in pitch because of poor breath support (3:91-92).
To correct these problems of intonation some directors
have tried to influence a singer's pitch consciousness by
telling them to think higher.

This is the primary step in

correcting poor intonation, but it is not always enough.

9
The use of different expressions such as: "soft tone or hard
tone, light tone or heavy tone, serious or gay, dark or
bright, warm or cold, colorful or plain, happy or sad, wild
or reverential", will sometimes help in explaining and correcting poor intonation (3:95-96).

MENTAL CONCEPTS OF SINGING
Basic in the development of a choir is the ability of
the director to convince his students that mental concepts
control the development of the voice.

The director must work

to establish a mental image of the correct tone quality in
an effort to motivate the students into the improvement of
their tone quality.
(5:20).

"As the singer thinketh, so sings he"

The high school singers must realize what the writer

has heard his former choral music instructor say; that "singing is 90% in the mind and 10% with the voice."

The high

school choral director must convince the singers that a change
of thought occurs before a change of sound.
Some high school singers have not acquired the correct
mental concepts of singing because they have had an incorrect
attitude towards singing.

Some students think of vocal music

as a time to get together for a "songfest and fun", rather than
as a time and opportunity to study voice and choral singing.
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"I just love to sing; I don't know anything about it, but I
love to sing."

This statement, which has been used by the

writer's former choral music instructor, reveals the feeling
of many high school students.

To eliminate this lax atti-

tude the director must convince the students that there are
definite individual and group objectives to be accomplished
in the study of choral singing.

CHAPTER III
BREATHING, THE BASIS OF SINGING
Breathing is one of the most important physiological
factors in singing.

The understanding which a student has

of breathing, and its control, will affect his tone quality
and his ability to produce good sounds.

RELATIONSHIP OF BREATHING AND SINGING
"Why do we have to be concerned with breathing?"
Many students ask this question when a director begins an
explanation of breathing.

This question must be answered in

a way that convinces the students of the necessity of learning to breath correctly.

The best way of illustrating this

is by explaining how sound is produced.
is vibration.

The basis of all sound

In the human voice, sound is produced by the

movement of the vocal cords, which is caused by a stream of
air passing through them.

The amount of pressure that the

air stream exerts upon the vocal cords determines the speed
and intensity with which they vibrate (1:63).
The difference between a high sounding pitch and a
low sounding pitch is in the number of vibrations per second.
In producing a low pitch the vocal cords vibrate more slowly
than when producing a high pitch.

As the pitch gets higher,
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more vibrations must occur, and more breath pressure is needed
to increase the vibrations of the vocal cords.

The tone being

produced and the pitch being sung are dependent upon the
breath (14:13).
In addition to determining the pitch and tone, breathing regulates the phrasing and dynamic variations in a song.
It requires more breath to sing a long phrase, and it requires
more breath to sing different volumes of sound.

A singer

must be concerned with breathing because it is the basic
supporting factor in voice.

Singing makes demands upon the

student which must be accomplished by the use of breath control and support (18:15).
GOOD POSTURE AND CORRECT BREATHING
An individual who is playing an instrument does not

produce a sound until he learns the correct position in which
to hold the instrument.
(17:17).

The same should be true of the voice

One would not attempt to produce a sound from an

instrument that is bent out of shape, but many singers attempt
to sing with their vocal mechanism literally "tied in knots"
due to poor posture.

Poor posture in singing restricts the

freedom of movement of certain muscles which must react
freely to the desires of the mind.

Posture determines the

freedom and efficiency with which these muscles operate (13:10).
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To avoid restricting the movement of these muscles, a correct stance for singing should be one in which the body is
erect, but free of excessive stiffness or tenseness (5:8).
According to Peterson, the following six points of
posture should be observed so that the muscles involved in
breathing and singing may function without restriction.
1.
2.
3.
4.
5.
6.

A straight spine.
An erect head.
A high chest.
A comfortable expansion of the lower ribs.
A position with the feet slightly apart and one
foot a few inches in advance of the other.
A balance of the body weight slightly forward
(13:10).

These same points of posture should be observed as
much as possible when the singer is seated.

The quality,

freedom and control of the voice can be achieved when the
students follow these two instructions: "(l) place both feet
flat on the floor, and (2) maintain a straight spine with
the body tilted slightly forward from the back of the chair"
(13:11).

INHALATION
A choir is as good as it breathes • • • we cannot go
further, try as we may, unless we first conquer the set
of muscles which should be used in taking and controllirg
a breath (11:10).
This statement by Kortkamp impresses one with the necessity of studying breathing in choral singing.

The muscles
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involved in respiration are those of the mouth and throat,
lungs, diaphragm, and abdomen.

All of the muscles are inter-

related during the act of breathing.

In the process of inha-

lation, the mouth and throat open to admit the air, the lungs
expand, the diaphragm drops, and the abdominal muscles expand.
In exhalation the abdominal muscles apply pressure to the
diaphragm, which in turn applies pressure to the lungs, and
forces the air out through the throat and mouth.
Respiration is controlled by the diaphragm, which in
turn is controlled by the abdominal muscles.

The diaphragm

is a dome-shaped muscle located inside the body approximately
at the level of the lower ribs.

It extends from front to

back and side to side, separating the chest area from the
abdominal area.

As air is inhaled into the lungs the dia-

phragm relaxes and moves downward (12:14).

This lowering

of the diaphragm increases the chest cavity and causes three
types of expansion.

The lower ribs expand outward to allow

the diaphragm to move, the muscles in the small of the back
expand as a result of the rib expansion, and the abdominal
muscles expand toward the front.
sion is in the abdominal muscles.

The most noticeable expanThese three areas of

expansion furnish the lungs as much area as possible in which
to expand (15:21).
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Acquiring correct inhalation in choral groups involves:
(1) developing a mental concept of what happens during breathing; (2) teaching the students to breathe deeply; and (3)
making sure the physical movement coincides with the breathing.

There must be a physical movement, but what is more

important is that this movement must be in relation to correct breathing (5:12).
In developing within the students a mental concept
of what occurs during breathing, it is necessary that they
understand that the abdominal muscles expand during inhalation, and contract during exhalation.
to the movement of the diaphragm.

This action is due

It is difficult to de-

velop a mental concept of the action of the diaphragm because this muscle cannot be seen or felt.

To show the

effect of the movement of the diaphragm, the students may
place their finger tips just below the point where the ribs
join in front, and inhale and exhale vigorously.

The move-

ment of a muscle, sometimes known as the "breathing muscle",
will be felt.

This is not the diaphragm, but it is an action

which occurs as a result of the movement of the diaphragm

(17:20).
As well as understanding how the diaphragm moves, the
students should understand the manner in which the lungs
fill with air.

Kortkamp creates a mental concept of the
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expansion of the lungs by using the illustration of filling
two balloons with water.

As the water enters the balloons

there is a slight expansion in the upper part of them, but
the most noticeable expansion is in the lower part.
lungs fill with air in this same manner (11:11).

The

This would

be a good way of explaining to a choral group that chest
breathing does not aid inhalation because the chest movement
is above the area where the lungs expand.
After developing a mental concept of what actually
happens in breathing, the director is confronted with the
problem of teaching the students to breathe deeply.

This

involves expanding around the waist, so that the lungs may
have more room to expand while they are filling with air.
There are various exercises which the director may use to
obtain this expansion.

The writer has discovered the follow-

ing two exercises to be very helpful in obtaining the necessary physical movement essential to correct breathing.
The students stand erect with their hands at their
sides, and inhale as if they are gasping for breath or as if
they have just been frightened.

There occurs a quick intake

of air which causes a body expansion in connection with the
breathing.

This may be followed by exhaling very slowly and

deliberately with a sustained hissing sound.

As the students

exhale, they should push in with the abdominal muscles, and
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control the expulsion of air.

This exercise explains the

idea of inhaling deeply, and exhaling slowly.
Another exercise is for the students to bend over from
the waist with their hands hanging loosely toward the floor.
The air is blown out of the lungs with a loud hissing noise,
then the students raise up bringing their hands up over their
heads, and inhale after they have straightened up.

It should

be emphasized that they are not to inhale while straightening up, but should wait until they are erect.

When the air

is inhaled, the body expands automatically in all three areas.
The singers should then exhale in a slow, sustained manner.
Lawson uses the following exercise to obtain the
necessary physical movement.

The students breathe in and

out rapidly to obtain the feeling of expansion and contraction; then they breathe in and out as slowly as they can.
Finally they inhale very rapidly and exhale very slowly

(12:17).
An exercise which may be used to develop controlled
breathing is one which is done while walking.

The students

regulate the inhalation and exhalation of air in rhythm to
walking.

To develop breath capacity the air is inhaled

while the student takes four steps, making sure that he expands while the air is being inhaled.
takes four more steps.

He then exhales as he

The number of steps is increased as
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the student is able to exhale over a period of four steps.
This may be varied by inhaling during one step, and exhaling
during four steps.
After the students have obtained a knowledge and understanding of the factors involved in inhalation, and are able
to inhale deeply, the problem is that of exhaling in a manner
which supports the singing tone.

EXHALATION AND BREATH CONTROL
During exhalation the abdominal muscles apply pressure
upon the diaphragm which moves upward forcing the air out of
the lungs.

The amount of pressure by the diaphragm and the

abdominal muscles determines the flow of breath which vibrates
the vocal cords and causes sound (15:23).

This amount of

pressure actually supports the singing tone.

How the breath

supports the tone may be explained in this illustration.
The breath is the "fuel" of the voice.

As singing occurs

the diaphragm applies pressure on the lungs and feeds the
air or "fuel" to the voice.

This "fuel" must be fed con-

stantly to a sustained tone to make it sound {5:10).

The

amount of pressure or breath support needed is determined not
only by the sound, but also by the degree of loudness and the
pitch of the tone.
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A conmon fault of singers is in the lack of breath
support and control, and in a misconception of breath control.

The objective in breath control is not to inhale as

much air as possible, but to utilize a minimum amount of
breath in producing a maximum amount of tone.

Sustaining

a long phrase is not a matter of lung capacity and attempting to cram the lungs full of air, rather it is the maµner
in which a singer controls the exhalation of air (13:17).
Breath control, which is really controlled exhalation of air,
is essential in singing because of the support which the
tone must have.

In a long phrase the tone must be adequately

supported so that the sound produced is as good at the end
of the phrase as it was at the beginning.

This requires

breath control.
The problem involved in developing breath control is
that of supporting the tone over a period of time with breath
pressure.

There are various exercises which may be used,

but the establishment of a mental concept of controlling the
breath will contribute towards developing breath control.
"Breath control will result from the feeling of a continuous stream of breath into the tone" (16:79).

The student

must strive to correlate the breath control with the support
of the tone.

In achieving this support and control,
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Peterson suggests the following exercise as being useful in
the development of breath control.

I Io I
oo~-------------------------~-------------

(16:18)

This exercise should be sung in such a way that the breath
is released slowly so that it almost seems as if there were
no breath escaping.

This exercise should be sung slowly and

in a legato style (16:18).
The manner in which a singer controls the output of
breath will determine the tone produced by the vibrations of
the vocal cords.

Constant practice of deliberately attempt-

ing to increase the time over which a good sound is produced
is the primary method in developing breath support and control.

CHAPTER IV
TONE PRODUCTION
A problem which all high school choral directors encounter is that of developing within the singers a mental
concept of actually working to produce a sound.

"The tone

produced by the singer is the result of the energy created
by mental concentration and the muscular activity of the
singer" (13:10).

This statement by Peterson might be re-

worded so that it would read:

the tone produced by the

singer should be the result of the energy created by mental
concentration and the muscular activity of the singer.

To

develop a more mature vocal sound, the high school singers
should have a knowledge of the physical actions that occur
in singing, and a mental concept of producing a sound.

BREATH AND THE VOCAL CORDS
Three elements are necessary in the production of
tone in a musical instrument:

"(a) a vibrator, which causes

vibration of the air; (b) a generator, which sets the vibrator in motion; and (c) a resonator (one or more), which
multiplies the original vibrations"(7:3).

The generator of

the human voice is the air being exhaled by the lungs; and
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the vibrators of the voice are the vocal cords.

The vocal

cords, located in the larynx, are two elastic-like cartilages which extend across the upper end of the windpipe.
They are horizontally placed in the throat, and are attached
on all sides except in the center, where they are split (12:19).
They vary in size from 7/8" to 1 1/4" in adult males and 1/2"
to 7/8" in adult females (8:18).

The air being exhaled

passes through these cords and causes them to vibrate and
produce sound.
The muscles which control the air stream must function
in close harmony with the muscles of the vocal cords.

If the

muscles controlling the breath are dominant, the resulting
tone will be forced and "breathy".

If the muscles of the

vocal cords are dominant, and there is insufficient support
from the muscles controlling the breath, the tone will be a
"throaty" sound.

The muscles controlling the air stream

must offset the muscles of the vocal cords in order to accomplish a coordinated muscular action which results in a
balanced vocal tone (7:33).

The vocal cords establish a

tension which restrains the flow of the breath.

If this

tension is insufficient to restrain the breath, the vocal
cords are immobilized, and a breathy, forced whisper is produced.
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One concern of a high school director in connection
with the tone production is the "attack".

This does not mean

a forced grunt or "jerky" beginning, but it means the definite start of a tone.

The attack is determined by the co-

ordination of the muscles involved in controlling the breath,
and the air which sets the vocal cords into vibration.

They

must function simultaneously to obtain a precise beginning
of sound.
The use of a shallow breath or "throat" attack is a
common fault of high school singers.

This shallow breath and

faulty attack "tightens the throat, 'bottles' the resonance,
and distorts the tone" (13:13).

A coordinated action is

necessary in which the breath sets the vocal cords into
motion.

The correct attack controlled by the diaphragm

frees the throat, increases the resonance, and properly distributes the muscular load for singing.

In a manner of

speaking, the singer bursts forth into tone (13:14).

It

should be emphasized that no matter how lo~dly or softly a
tone is sung, there is always a definite attack (7:35-36).
In a choral group the "attack" must occur at the same
time in all voices.

The development of this may be ac-

complished by the continued practice of obtaining precise
attacks (10:25).

They should be practiced at all dynamic

levels, and on different pitches.
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Peterson suggests the following exercise for the development of the attack which coordinates the breath and the
vocal cords.

The syllable "hah'J should be spoken in a stac-

cato manner.

The singers should fa.rm the correct posture,

put their fingers on the "breathing muscle" and speak an
energetic "hah".

This should be repeated.

It should be

noted that the diaphragm should actually kick the tone out.
This may be followed by having the singers sing "hah" on
different pitches, as in the following vocal exercise (13:14) •

•

•

HAR

HAH

~; .l ·' '

HAH

HAH

HAH

The development of the breath sustaining the vocal
cord vibration may be accomplished by establishing a concept
of the breath supporting the tone.

Good vocal tone will

occur only as long as the vocal cords vibrate, and the vocal
cords will vibrate only as long as the air stream is suf•
ficient to cause them to vibrate.

THE OPEN THROAT AND VOWEL PRODUCTION
Because the vocal cords must be able to vibrate without any interference, the singer should have an "open throat".
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The throat formation in singing should be one in which there
is no excessive tightness in the muscles of the throat; the
soft palate or back of the throat should be raised or arched;
the back of the tongue must not contain excessive tension;
and the lower jaw should not be set (7:41-42).

The feeling

that exists while yawning is similar to the one which should
exist during singing.

In establishing the correct throat

formation, the larynx and "adams-apple" should be lowered,
and remain in this position during the act of singing (7:42).
A counnon fault of high school singers is a tense or "set" jaw.
A tense jaw causes a tension in the throat, and restricts
the production of sounds.
If too much emphasis is placed upon thinking about
the throat, it may cause excessive tension.

The singer

should not feel that the tone is being produced only in the
throat.

Dodds says:

"if the voice effort is felt in the

throat, it is certain that the production is wrong"(7:33).
The concentration of the individual should be directed to the
overall operation of the vocal apparatus.
The vowel sound is a contributing factor to good tone
production.

If the vowel is sung correctly, the vocal

mechanism will operate correctly.

For the vowel

and undistorted, the throat must be open (16:77).

to be clear
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In developing the vowel· sounds, it i.s important that
the different ones be practiced.

C~stant emphasis on the

vowel "ah" will not completely 4~yelop the vowel "oh".

Many

vocalises may be utilized in developing the vowel sounds,
but it is most important for the·stngers to concentrate on
producing a good vowel sound.

Peterson suggests the following

exercise for the development of the vowel sounds •

.I

:, .,

EE

AY

•

AH

OH

00

This exercise not only develops the vowels, but it also aids
in achieving a precise attack (13:16).
RESONANCE,

THE

AMPLIFnNG FACTOR OF SOUND

Should the production and placing of the voice be
correct, a great reinforcement of tone is obtained,
which adds not only great power to the voice, but gives
to it wonderful beauty • • • • (7:33)
The basic sound produced by the vibrations of the
vocal cords is amplified by the resonators.

These cavities

reinforce the tone and give "carrying-power to the sound".
The size and shape of the resonators, plus the manner in
which they are used, help determine the quality of the voice
(8:23).
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Various areas of resonance are used in singing.

These

areas are the sinus cavities, nasal passages, mouth and throat
areas, and the upper chest (1:75).

The mouth and throat

cavities are the most easily modified.

The tongue may be

flattened, and the back of the throat may be arched to
achieve a larger area in which to obtain resonance (8:26).
There must be a large resonating area in the throat because
it forms the vowels, amplifies the sound, and is the "gateway" to the head resonating areas (13:42).
The object of resonance is to produce the sound and
let it be "amplified" in the resonators.

The tone is not

forced into the resonators, but it actually floats up into
these areas and resounds (1:80).

After the tone is pro-

duced by the vocal cords, it must be allowed to travel, what
Peterson terms, the "circle of resonance".

This circle is

the throat, upper head resonators, and the forward resonators
in the mask of the face.

For the sound to be well-balanced,

all areas of resonance must be used (13:42).

Peterson sug-

gests the following exercises for developing the "circle of
resonance".
1. Pronounce an 'ah' vowel as a relaxed sigh of
satisfaction, and observe the sensation of full throat
resonance. Continue the wide path of a circle which
curves up the back of the throat into the top of the
head. Intone the word 'moon' lightly and clearly.
Sense the feeling of height and the buzz of head resonance. Circle forward to the mask or facial area.
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Pronounce 'neeyah' almost as a sneer. Sense the 'neeyah'
sound producing a forward piQg • • • • Combine the three
areas of resonance by pronouncing 'ah-moon-neeyah' • • • •
Enlarge the circle of resonance without adding tension
to the tongue, jaw or lips.
2. Sing 'ah-moon-neeyah' on a comfortable pitch • • •
feeling a contact between deep breathing and upper resonance (13:43).
These exercises attempt to bring the tone into the
various areas of resonance.
The attainment of resonance in high school choral
groups is a complicated problem which cannot be solved easily.
The choral director can develop aconcept within the student
of how resonance adds to a tone, but the student actually
develops his resonance by allowing his sensations to be his
guide.

What regulates resonance is "how does the tone sound?"
Peterson suggests several exercises to be used in the

development of resonance.

This first exercise develops a

feeling of resonance in all vowel sounds, not just a few.

i·a

~

~

~

~

MMEE
NNOO
MEENG

MMAY
NNOH
MAYNG

MMAH
NNAH

MMOH
NNAY
MOHNG

MAHNG

I

0

MMOO
NNEE
MOONG (13:44)

Preceding the vowels with MM, NN, and adding NG tends to
place the tone up into the resonators (13:44).

I
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The following exercise is suggested by Peterson to
develop a smooth transition from one vowel sound to another.
In the following exercise an even "resonance and tonal line
should be kept as the singers pas.s from one vowel to the
next (13:44).

i" .1 J JJJI J J =~ J JI Jr r r
;=re\

'-'

]

I

EE AYAH OH 00

00------------OH------------AH-------------

EE-------------

AY-.-----------AH-------------

AY-----~------OH------------EE AYAH OH 00
00 OH AH AY EE

The following exercise should be sung in an effort to
coordinate all aspects of singing and resonance into a legato,
resonant tone.

The singer should not force the resonance,

but let it occur.

One vowel should lead into the next with-

out interruption of the tone or resonance.

NEE

OH AH

NEE

OH AH

NEE

OH AH

NEE

NEE

OH AH

NEE

OH AH NEE

OH AH

NEE (13:45)
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The determining factor of tone production is whether
or not the tone sounds good.

Exercises are helpful in develop-

ing initial feelings of resonance, but the singers have to
acquire an individual method of attaining resonance.

CHAPTER V
CHORAL TONE QUALITY
It is the responsibility of the high school choral
director to mold all the different individual vocal sounds
of the singers in his group into one uniform tone quality
(10:30).

This problem is stated simply, but it is one of

the most complex aspects of teaching voice to choral groups.
The problem of developing the choral tone quality involves
a "meeting of the minds" of the singers in an attempt to
strive for one universal tone quality.

The leadership

ability of the choral director, in addition to his technical
knowledge, determines whether or not the students are inspired
to the point of concentrating upon the production of the
correct tone quality.
TONAL CONCEPTS
The primary consideration in tone quality is the mental
image or concept of tone (15:9).

The singer must develop

a mental concept of good tone quality and try to produce
this quality.
tone quality?"

The question that arises is:

"what is a good

Van Bodegraven says a good tone should be

free of muscular tension, resonant, and expressive (16:79-80).
A good tone quality contains a certain amount of nasal
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resonance.

This resonant quality may be explained as being

half-way between a "hill-billy" nasal twang and an open
"rain-barrel" or "hooty" quality (5:11-12).

It has the sound

of the nose in the tone, but not of the tone in the nose.
In developing the tonal concepts, it is beneficial
if the director is able to sing with the correct tone quality
so that his groups know how a good vocal tone sounds.

The

mental image of the correct sound is the "guiding-light" of
the singer and. the choir.

"The singer's progress • • •

largely depends upon his capacity (1) to create a mental
image of the desired result, and (2) to learn to hear and
judge his own efforts" (5:20).

DEVELOPING THE GROUP QUALITY
The approach to developing a uniform choral tone
quality should be by the correct application of the basic
physiological factors of singing, and through the development of the vowel.

"The only source of rich, resonant, ring-

ing tone in the human voice is the vowel sound" (12:40).

All

singers in a choral group must develop the ability to produce a good vowel sound that blends easily with the other
members of the group.

A vowel that is correctly produced

requires little breath; induces a healthier vibration of the
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vocal cords; achieves a maximum of tone with a minimum
amount of breath; and sounds as good in the extreme ranges
as it does in the middle range (13:26-27).

The choral di-

rector must develop within the students a concept of the
correct vowel and quality of sound that blends easily.

A

good choral tone quality is obtained in close association with
the development of the blend of a group.

BLEND AND BALANCE
Blend may be explained as singing with a unified tone
quality which enables a group of people to sound as a group,
rather than as many individual voices singing with different
tone qualities (4:47).

Jones says the following about blend

in a choral group.
A perfectly blended mixed chorus sounds like a mixed
quartet of super voices • • • • The different sections,
heard alone, sound like solo voices of more than human
power and richness, never like a mere group of individual singing together (10:29).
Tone quality and blend are interrelated in singing.
The type of tone quality which the individual singer has will
determine whether or not he is able to blend easily into a
choral group.

His tone quality may have to be modified to

blend with the rest of the group.

Tone quality and blend

are determined by the vowel sound being produced.

For the

purposes of blending, all vowel sounds should be sung easily
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and clearly.

"Dark, gutteral vowels, thin, white, pinched

tones, and breathy, raspy sounds will not blend properly"
(4:47).

Every member of the group must realize that he or

she is part of the overall blend, and that the uniformity of
sound may be ruined by a section or by an individual voice.
There are some problems in choral blend which are
characteristics of individual voices.

The sopranos have a

tendency to sing top tones with a sound that is too shrill,
which does not blend.
shriek them.

They must "sing" the top notes, not

The contraltos cannot let their voices become

breathy, "hollow" or "hooty" in the lower register or the
overall choral blend will be distorted.

The tenors and bari-

tones must be watched for producing open "shouty" tones when
singing in the upper register of the voice; and the basses
must not have a "somber, guttural" tone quality (4:47-48).
The sections must blend with each other in order to obtain a
uniform choral sound and blend.
The basic method in teaching choral blend, according
to Van Bodegraven, is to develop uniformity of tone quality
within a section, and then blend the sections into one choral
sound (16:84).

This practice could be questioned because it

might lead to the development of a tone quality which is
different from the other sections.

The choir would then
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have four different sounds according to the sections.

It is

better to blend the entire choral group at the same time.
If one section achieves the correct sound, then this section
may be used as an example of the correct quality for the
other sections to match.
The highly trained singer can be a problem as well as
an aid in the development of choral blend.

If his voice is

developed to the extent that his sound is more mature and
resonant than the other members of his group, his voice is
likely to stick out above the other voices.

He must learn

to adjust his tone quality to match that of the rest of the
choral group (4:48).

All too often a high school section

is composed of one person singing too loudly, and the other
members literally "loafing".

No one person should carry the

entire section, but every member of the section should do
his share of the work in singing.

The students should sing

together as a group, and blend with their neighbors, not
attempting to outsing them (16:84).

This is the basis of

balance in a choral group.
In a choral group the word balance has two meanings,
according to Jones:
Individually it means that no voice shall stand out
in a part above its fellows • • • and collectively
balance means that sopranos and altos, tenors and basses
shall at all times display an equal and "balanced" tone;
both in quality, quantity, intensity, and timbre, or
tone color (10:34).
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The key to obtaining a good balance is to listen.
Not only must the director listen, but the individual singers
must listen to each other, and to the relationship of their
own voices with the other voices.
High school singers should be taught to recognize the
relative importance of their particular note in a chord, and
adjust the volume of sound so that the chord sounds balanced.
A poor balance is evident when the root and fifth of a chord
sound louder than the third or seventh.

The singers must

learn to recognize which note of the chord they are singing,
and strive to balance it with the other notes of the chord
(16:83).
In achieving balance in a choir the entire group
should be graded to the degree of softness or loudness of
the weakest section.

Balance does not depend upon a spe-

cific number of voices, but it does depend upon "the comparative resonance, power, and quality of voices"(4:46).

When

the balance is good, the blend will be that much better.
Peterson says the following abilities are needed by a choral
director in the development of blend:
The choir director who possesses a keen sensitive ear
for good choral tone and applies the proper vocal techniques to the individual singer and the group still remains the chief factor for the attainment of true choral
blend (13:103).
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A good portion of choral blend is in the uniformity
of diction.

When a director develops his choral group to

the point of having clear diction, he is that much closer to
obtaining a true choral blend (13:100).

CHAPTER VI
DICTION
Many high school choral groups are average, but few
of them are superior.
diction.

One of the reasons for this is

Diction can determine the difference between medi-

ocrity or superiority in a choral group.

The audience

judges whether a choral group is mediocre or superior, and
the average members of the audience do not need a background
in the study of voice to know that:

"the foundation of

good singing is clear, understandable speech" (10:37).

CLARITY IN SINGING
Many people have said, "singing is sustained speech".
If this is true, many choral groups will have poor diction
because so many people have poor speech.

There are two

reasons for poor speech; one is poor speech habits, and the
other is lack of effort.

Speech is based on habits, and if

a person establishes good habits for speaking, he will have
good speech.

Good speech requires more effort than many

people are willing to put forth, and as a result many people
speak poorly.

The habits and effort which determine speak-

ing are automatically transferred into singing, and singing
is handicapped by slovenly speech (5:13).
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Diction in singing may be defined as the clear and
accurate production of the words of a song so that the
text can be understood (15:15).
The basis of good diction, which is the key to impressive
choral singing, is speaking the consonants at exactly the
same time.

One careless s.inger can ruin the diction of an

entire choral group.
To achieve good diction the consonants must be exaggerated.

Choral music is made meaningful because of the

words, which usually existed before the music; and every
word must be sung clearly and distinctly (6:48).
The problem of speech in a song is to
nants clearly, briefly, and smoothly, so
be tied to the sung vowel sounds in such
produce an understandable flow of words,
rhythmic alterations (10:37).

Jones says:

speak the consothat they may
a manner as to
in spite of

A basic error in singing involves the sustained tone,
or what may be termed the "singing line".

The sustained,

legato singing line is not a series of different sounds separated by the consonants, but it is one continuous line which
contains the vowel and consonant sounds within it (5:18).
In developing the words and melody of a song, the choral
group should first think of the melodic line, and then concentrate on the words which are within the melodic line
(12:42).

To improve diction, Dann says a singer must have:

(1) A working knowledge of vowels, making possible
equalization and modification of vowel sounds so essential to singing; (2) an equally clear knowledge of
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consonants; and (3) facility in the use of these vital
elements of speech and song (5:14).

VOWELS AND DIPHTHONGS
In a study of diction the vowels should be emphasized
because they are the sustaining sounds of the singing tone
(15:15).

These vowel sounds may be divided into two groups:

those in which the mouth cavity changes, with little change
of the lips; and those in which the mouth cavity changes
very little, and the lips have a definite change.
former group, the vowels such as

In the

!h, _!!,and~ are produced

by the change in tongue position, rather than by the change
of the lip formation.

As these vowels are sung it should be

noticed that the tongue, keeping in contact with the teeth,
arches from the floor of the mouth to produce the vowel
changes.

All three sounds of ah,_!!, and ee should have the

same basic vocal tone quality.

The sound of ih, is midway

between the_!! and~ as far as the tongue is concerned, and
eh

is midway between ah and.!!•

In the latter group, the

vowels.!!:,, oh, and ,22. are produced by a noticeable change
in the formation of the mouth.

The tongue should remain

down while these vowels are being sung (12:38-39).
If the singer enriches the vowel and allows for
upper and lower resonance, the tone will "increase"
in power and fullness when accompanied by proper breath
activity (13:27).
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In a study of vowels in an effort to improve diction,
the singers in a choral group should know the characteristics
of the vowels and then strive to obtain the correct amount
of resonance in the vowel (13:28).
Some vowel sounds, unfavorable to tone production,
are sometimes known as "thin" or "bad" vowels.
be modified to produce a pleasing sound.

They have to

Among the most

noticeable "bad" vowels are the short.! as in "man", ih as
in "will", and ,!has in "let".
a long~•
I

fil.h!..

!h should be pronounced as

I weel sounds better and is easier to sing than

In the treatment of these vowel sounds, good judg-

ment and "how it sounds" should determine the modification
of the vowels (5:14-15).

The modified vowel sounds should

not distort the pronounciation and sound of the words.
Listed below are the different characteristics of the
vowels according to Peterson.
Vowel

Sound

EE

-

(meet)

AH

- (Father)

Characteristics
This vowel is brilliant and resonant ••
• • Too great tension at the back of
the tongue or a 'smiling' lip formation will destroy the beauty of
this vowel • • • • Keep the tongue
free, but firm (13:28).
This is an easy vowel to sing because
of its large throat formation. The
tongue should be flat and the arch
of the mouth high and broad. Maintain a free condition of the lips,
tongue, and throat (13:29).
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Vowel

Sound

Characteristics

00

-

(cool)

The 'oo' vowel sound has warmth of
tone and qualities of head resonance.
The singer should avoid the two extremes of a thin French 'u' sound
and a dark, 1 hooty 1 quality (13:29).

AY

-

(May)

Maintain a pure 'ay' sound until the
final quick vanishing 'ee' is sung.
Spreading this vowel results in an
unpleasant, thin quality (13:29).

OH

-

(no)

This vowel is a combination of a
pure 'o' vanishing into a scarcely
audible final 'oo' sound. Round the
lips and also sense the largeness
and roundness in the back of the
throat • • • • (13:29)

Jones has presented the following vowel characteristics.

In addition to the basic vowel sounds, there are

variations of the vowels.
The Vowel

A

This sound has three fundamental sounds.
1.

2.

3.

Italian~ (ah) - It is made with the lips slightly parted, the throat relaxed, and the tongue
lying flat in the mouth • • • •
Long!.! (make) - The tongue is flattened and
widened, until the lateral edges tough the lower
gums •••••
Short~ (cat) - The tongue assumes a position midway between that of !!'land .!I. (10:38).

The Vowel E
The vowel E usually has two sounds: the long, as in
sweet; and short, as in met • • • • The base of the
tongue is drawn backward and upward, taking great care
!!Q!_ 12, touch the hard ~ soft palate ~ any point, and
the lips should not be stretched wide, and the color
should be dark (10:38).
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The Vowel I
The mouth position for short i, as in pit • • • is
approximately the same as for short~, but with the
teeth slightly closer together, and the tongue slightly
higher • • • • Care must be taken here also, not to let
the tongue touch the palate, so that the sound becomes
flat and pinched (10:39).
The Vowel 0
The vowel .2, in its long form, is an open sound, and
the position of the throat should not be changed •• • •
The lips are slightly protruded and rounded into an oval
(10:39).
.
The Vowel U
The true sound of.!:!. is ,22, which is pronounced with
the back of the tongue raised close to the soft palate,
and the lips firmly and closely rounded. The lips protrude more than for oh, and the tongue is likewise
higher in the back.:-•• As an initial vowel, as in
~,.!:!.is preceded by the sound of .I.• • • • In pure
• • • this sound is a combination of ~-,22, fused into
one sound (10:40).
A combination of two vowels, one long and the other
short, is called a diphthong.

An

important rule to remember

in singing is "never change the sound of the vowel while
sustaining it" (5:15).

This is especially true of diphthongs.

The most important diphthings are:

ah-~ as in bright; ~-.22

as in you; and ~-i as in oil (5:15).
The problem involved in choral singing as far as the
vowels are concerned is obtaining a uniform vowel sound.
The fundamentals needed for the correct vowel sound and
treatment may be sumned up as follows:
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a. The formation for each vowel to be pure in character.
b. The quality of the individual vowel sound to be
uniform throughout the ensemble.
c. The principal element of the vowel to be maintained for its full duration without distortion through
over emphasis of the diphthongal element.
d. Each vowel to be joined smoothly to the following
vowel without disturbance in the flow of the tonal line.
e. The vowel succession maintained to be that of
pure vowel sound without interjection of any consonantal
sound between successive vowels (9:22).
The determining factor of whether or not the vowel is
correctly produced is "how it sounds".

The tongue formation

is important, but the vowel should be treated according to
"how it sounds".
CONSONANTS

Understandable speech is determined by the clear
articulation of the consonants.

"Consonants should be used

merely to start and stop the vowel sound in order to make
more intelligent speech" (12:40).
Precise articulation is dependent upon the flexibility of the articulators, which include the lips, tongue, and
teeth.

Flexibility is the quickness and preciseness with

which these articulators enunciate tre words.

"Only pliable

lips and tongue can articulate the consonant sounds freely
and precisely, and only a flexible jaw and throat promote
pliability of the lips and tongue" (5:17).

Utilizing

45
consonants before the vowel sounds in vocalization can do
much toward making the articulators flexible.
Consonants must be sung or spoken on the same pitch
level as the vowel, and they usually require another syllable
to make them clearly understandable.

These consonants should

not contain an element of "grunt", but they do need an added
sound (13:36).

To articulate a,!! at the end of a word re-

quires an added syllable of
not sung.

!!!ill•

This syllable is spoken,

Consonants such ash.,,!!,!,,~, and~ are often

omitted or slighted to such an extent that they are not heard.
When these sounds appear as initial and final consonants,
they require an exaggeration to be heard.

Consonants do

not carry for any distance, and for them to be heard by
every member of the audience requires that they be exaggerated (4:44).

This is the basis of the problem of diction

in high school choral groups.
The high school choral director must convince the
students that only through exaggeration of sounds may the
consonants be clearly heard.

The choral director must contin-

ually insist that the choral group pronounce the consonants
clearly and distinctly.
Consonants which have sometimes been considered hindrances to good singing can actually aid the development of
good attacks.

This occurs because the consonants at the
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beginning of the words must have a certain amount of breath
for them to be heard (7:36).

For example, the consonant

h

requires an excessive amount of breath for it to be heard.
This serves in getting the breath started into the singing
tone.

It should be noted that the singers should be careful

not to waste too much breath on the execution of an initial
consonant in a word or phrase.
The consonants!. and.!. have given high school choral
groups the most trouble.
"burr" an r (5:16).

There is a wide-spread tendency to

The best approach to eliminating the!!!:_

sound is to change it to uh, so that the word slumber is
actually pronounced slumbuhr with a faint sound of the rat
the end of the word.
nants (4:44).

Many choral groups "hiss" the conso-

A way of eliminating this is to "kill" the

hissing sound of the.!.•
spoken consonant.

It should be a short, quickly

Never should it be "hissed", although a

certain amount of the.!. sound is essential to good diction.
One main rule to remember in diction is that the final
consonant in a word should be at the beginning of the following word.

For example, the word "them" should be pronounced

"the h ------muh" , no t "the1mnmmm " •

In choral singing, the

easiest way to acquire precise diction is for the director
to indicate clear attacks and endings.

The students should

be aware of the fine points of speech, and should be convinced
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that good habits of speech should be utilized in all phases
of life, not just in choral singing.

The attainment of good

diction requires an extensive amount of practice and patience,
but the best method of developing good diction is for the
director to insist upon it.

CHAPTER VII
SUMMARY AND CONCLUSIONS
This study was undertaken in an attempt to explain
the various concepts involved in the teaching of voice in
high school choral groups.

The choir director who strives

to develop an effective choral group must be concerned with
teaching these various physiological factors and mental
concepts of voice to every student, because the vocal development of each singer affects the total choral sound.

Each

concept of voice should be presented and explained in such
a way that the students understand its direct relationship
to singing, and are able to apply this knowledge to the act
of singing.
"How does the choral group sound?"

A director's

complete method of teaching voice is based on this question.
It governs his explanation of the individual concepts of
voice, and his teaching of the entire act of singing.

The

answer to this question also reveals how successful the
director is in teaching choral groups.

If the choral group

sings with an outstanding and mature sound, and can be classified as being superior, the director is evidently using
an effective approach to teaching voice.
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The adolescent mind is one that is seeking answers
which explain why certain things must be done.

High school

students usually participate in a choral group because they
enjoy singing, but they want to know why they should study
voice.

One of the main objectives of studying voice is to

obtain a good individual and group sound, but many other
objectives are attained by the students when they sing.
These objectives, as formulated by the American Academy of
Teachers of Singing, are summed up in the following quotation from Butterfield:
Singing is healthful; it develops the lungs and purifies
the blood by emptying more completely the lungs of
used air and filling them deeply with fresh air.
Singing promotes good bodily posture and graceful carriage.
Singing lends expressiveness to the contenance and animation to the mind.
Singing increases poise, self-confidence, and develops
character through difficulties overcome.
Singing gives a pleasanter, richer speaking voice and
improved speech; thereby adding to the charm of personality.
Singing strengthens the memory and the power of concentration.
Singing acquaints one with the inner meaning of words,
and thus stimulates deeper insight into poetry and
prose.
Singing enables one to understand and enjoy more fully
the art of great singers.
Singing awakens living interest in the beauties of music
and admits one to the rich and varied treasury of the
literature of song.
Singing brings new aspirations and new buoyance into life
through the absorbing pursuit of an ideal.
Singing, though followed with no thought of professionalism, gives pleasure to oneself and ultimately to
one's friends. Its appeal is universal (2:71-72).
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Conclusions
1.

Only through teaching the various concepts of

voice may the director correct a student's understanding of
the physiological factors of singing, develop the maturity
of the student's voice, furnish the student experience in
singing, improve the pitch consciousness of the student, and
build within the student mental concepts of singing.
2.

Effective breathing in singing is dependent upon

the singer's posture, plus his ability to inhale deeply and
control the exhalation of air.

The manner in which a singer

controls the emission of air will determine the tone produced by the vibrations of the vocal cords.
3.

A combination of the breath vibrating the vocal

cords in an open throat, plus the correct mental concept of
the vowel will determine the singer's tone production.

If

his tone production is correct, the sound will be amplified
in the resonators.
4.

To achieve a good choral tone quality the director

must develop within the students a mental concept of a tone
which benefits the group.

The development of the group tone

quality is based on the production of a vowel sound which
blends easily.

The balance that exists between the individual

members and the sections of a choral group contributes to
the choral sound.
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5.
singing.

Good diction is the key to impressive choral
The basis of good diction is in an understanding

of the characteristics of the vowels and in the clear and
simultaneous execution of the consonant sounds.
6.

Directors and members of high school choral groups

should strive to understand the various concepts of voice.
The degree of proficiency with which a choral group performs
is based upon the vocal development and understanding of
each individual singer.

The knowledge and understanding

of voice which directors and singers acquire will improve
the vocal development and performance of the individual and
the group.
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